of grace.14 As Tony Tanner puts it in Adultery and the Novel, the problem of a woman's role in marriage becomes a paradigm for the problems created by interrelating patterns, of which marriage is the mediator that attempts to harmonize the natural, the familial, the social, the religious and the transcendental realms.15 Certainly this describes concerns of both Flaubert's and Tolstoy's novels and could account for some of the similarities of plot line: a woman in her twenties with a young child is married to a man she finds dull (and who becomes ludicrous and pitiful in her eyes once betrayed); she takes a passionate lover and the relationship deteriorates into sensuality, in part due to its illicit nature. The women begin to imagine the decline of their lovers' ardor; with Emma it is her second lover who brings out her fears of losing him-like Anna, Emma becomes more and more demanding, increasing her lover's alienation. Both Leon's and Vronsky's mothers oppose their sons' liaisonsthey are jeopardizing their careers. The adulteress tries to be ever more physically alluring but becomes jealous and desperate as she feels she is losing her lover. With nothing meaningful left, she commits suicide in a moment of frenzy. The novel passes judgment on her-she has broken both divine and human law, but she has our sympathy inasmuch as we are made to consider society's complicity in the adulteress's unresolvable dilemma. As Tanner puts it, "the tension between law and sympathy . . holds the great bourgeois novel together."16 While marriage brings harmony in Shakespeare's mythologized society, in nineteenth-century society marriage is the mythology which the novel of adultery demythologizes.
No doubt it is this fairly elaborate and precise set of parallels that has led many critics to note, en passant, certain similar features between the two novels-the whole description of the decline in the relationships between Emma and Leon and Anna and Vronsky, for example.17 But none of them has proposed an overall relationship of Anna Karenina to Madame Bovary. Steiner, for all his initial disavowal that no more can be said, seems to be nursing a suspicion: he writes that Anna's inability to focus on reading her book on the train ride home to Petersburg "seems to derive directly from Tolstoy's remembrance of Madame Bovary." He hedges his bets: when Anna suddenly notices the absurdity of Karenin's ears at the station, Steiner queries: "Is this not Tolstoy's version of Emma Bovary's discovery that Charles makes uncouth noises while eating?'18 It is worth pursuing Steiner's speculation that Tolstoy incorporates remembered details of Flaubert's novel into Anna Karenina. The two sets Steiner mentions cannot be said to be central in themselves. Given the extensive congruence of the novels' plots, it would be unlikely that these would be the only details to correspond in over eight hundred (English) pages.19 There are remarkable parallels between the two novels not only in theme and plot line, but in character description, motifs and central emblems. 
HEROINES
There are several similarities in appearance between Emma and Anna, though they may carry different meanings in the text; it will be possible to infer what Tolstoy might be suggesting by these parallels once they are sketched out. Emma surprises Rodolphe by being "turned out like a Parisian!" (p. 143); her elegance of dress and manner is remarked by all throughout the book. She has a "bird-like tread" and dark hair (p. 120). At her father's farm, the wind ruffles "stray wisps of hair at the nape of her neck" (p. 30). Her eyes are "made to look black" by her "long curving lashes" (p. 148). During her relationship with Rodolphe, Emma is repeatedly described with narrowed eyelids or half-closed eyes. These features will recall Anna's elegance of figure, light tread, black hair with "the willful little curls that always escaped . . . on the nape of her neck" (p. 93), and her habit which grows after she enters into adultery of narrowing her eyes, squinting through her "thick lashes" (p. 75).20
The break in the heroines' lives is located in a ballroom scene;21 the Viscount's ball at La Vaubyessard gives Emma her first experience of the fatal taste for luxury, aristocracy and sensuality she acquired at the convent. It is emblematized by the cigar case with the green silk border that Charles finds in the road on the way home to Tostes. This green is related to the color of both of Emma's lovers' coats: Rodolphe is wearing a "green velvet frock coat" when Emma first sees him, and Leon wears a green coat to his tryst with Emma at the Rouen cathedral that leads to the infamous carriage ride (p. 140).
An elegant ball also determines Anna's fate: there Vronsky forsakes Kitty for her. The ball scenes are naturally characterized by their luxuriousness, which in both is indicated by hothouse plants: it is winter in Moscow when Kitty wears a rose in her hair and Anna has pansies at her wrist; the landing with the mirror at which Kitty pauses is lined with "growing plants" and the staircase is "flower-decked" (pp. 91, 90). The ladies at La Vaubyessard wear in their hair "forget-me-nots, jasmine, pomegranate blossoms, wheatears or cornflowers," while Emma, like Kitty, wears a rose in her chignon; the guests are served pomegranates and pineapple (pp. 63, 62). The elegant foreign influences in Moscow are French or English, while Anna wears Venetian lace; in France the old chateau at La Vaubyessard has been torn down and a "modern building in the Italian style" erected in its place (p. 59). Emma's fatal dance is a sensual waltz with the Viscount which leaves her dizzy and panting; the waltz is the determining dance for both Anna and Kitty for it is the dance that makes Vronsky's preference for Anna clear to Kitty.
Anna shares another determining scene with Emma: the opera. Both Flaubert and Tolstoy maintain an ironic distance from the opera, describing it as the meeting 20 Anna's squint has also been used to suggest a source for Anna Karenina in George Eliot's Middlemarch. See Edwina Jannie Blumberg, "Tolstoy and the English Novel: A Note on Middlemarch and Anna Karenina," Slavic Review 30 (October 1971): 561-69. Blumberg draws parallels in plot and characterization (dry husband drives young wife into adultery with younger man; vacation in Italy with portrait painting, amateur versus professional). Eliot's Maggie Tulliver (Mill on the Floss) as well as George Sand's eponymous Indiana are unhappy black-haired married women tempted to adultery. Interestingly, none of the motifs discussed in the present paper are thematized in these novels. 21 Steiner compares the two ball scenes, too, contrasting Flaubert's ironic distance which he finds artificial to Tolstoy's using no single point of view (Tolstoy or Dostoevsky, pp. 65-66). place of the best society. Flaubert stresses the provincialism of audience and performance of the celebrated tenor Lagardy, who combines "ingredients of the hairdresser and toreador" (p. 235). Tolstoy focuses on the hypocrisy and affectation of the society condemning Anna for crimes they themselves commit. The performance by Patti is incidental; but one wonders how Tolstoy selected the apparently random bit of social chitchat which closes the scene: Vronsky's friend Stremov says to Anna, "There are no more tenors. Le moule en est brise" (p. 578). The opera scene determines Emma's next adulterous affair: from being in love with the legend of the tenor Lagardy she begins to imagine herself his mistress; at that point Leon appears in her box and her fantasy devolves to him. The failure of Emma's second attempt to find love leads to her demise. For Anna, her evening at the opera reveals conclusively the impossibility of her position in society, which contributes to her final tragedy.
There are more similarities. For example, the way their husbands summon the heroines to bed: Charles says, "Come on, Emma, it's time," while she is waiting for Rodolphe (p. 181); Karenin comes in to Anna's room at midnight in his bedroom slippers and says, 'Time for bed now," with a "special smile," and Anna, thinking of how Vronsky looked at Karenin at the station, goes into the bedroom with her usual fire "quenched or hidden far away" (p. 127). We can add to Steiner's soupslurping/ears-protruding parallel Charles's "stubby" fingers and Karenin's habit of cracking his knuckles; Charles's "common" manner and Karenin's pedantic one (p. 199).
Tolstoy uses several motifs to characterize Anna that Flaubert had used for Emma. Vronsky's relations with his race horse Frou Frou are clearly meant to relate to his affair with Anna; Emma's affair with Rodolphe begins when they go riding together on his horses. The horses and heroines are linked by a bird motif: In Tolstoy's novel, after Frou Frou falls, she begins "fluttering on the ground . . . like a wounded bird," while Anna in the stands is described a few pages later as "fluttering like a caged bird" (pp. 218, 223). Emma has a "bird-like step," and swallows dart by when Emma comes to Abbe Bournisien for spiritual guidance (p. 120); Rodolphe's house has two "swallow-tailed weathervanes" (p. 176); and Emma's dreams are said to "[drop] in the mud like wounded swallows" (p. 197). Thus the bird motif connects the heroines to their adulterous affairs; Flaubert names the coach that takes Emma to Rouen for her trysts with Leon the Hirondelle, which means "swallow" in French.
Anna and Emma share another motif-fog, haze, mist. When Emma takes Rodolphe as her first lover she is ecstatic: "A misty blue immensity lay about her" (p. 175). The scene of her first tryst with Rodolphe is surrounded by mist, from the "haze in the poplars" to Emma's features that are discernible "in a haze of blue" through her blue veil (pp. 171, 172) ;22 her vision of eloping with Rodolphe "hovered 22 Flaubert also uses a blue haze in A Simple Heart. The story is a kind of complement to Madame Bovary, as Tolstoy's later stories The Kreuzer Sonata and The Devil are to Anna Karenina. Flaubert wanted to answer the charge that he was inhuman in his novel when he wrote the touching tale of Felicite's truly ideal loves. Her religious fervor is associated with a blue cloud of incense when, on her deathbed, Felicit6 achieves the religious exaltation that Emma had only imitated. Felicit6 associates cigar smoke with her nephew because she learns he is in Havana. The motifs that had denoted corrupt, empty sensuality in Madame Bovary are used to connote ideal love in A Simple Heart. on the horizon ... in a haze of blue" (p. 208).23 It is the narrator who makes this association, but Anna herself speaks of the blue haze, associating it with the innocence of first love: "I remember that blue haze, like the haze on the mountains in Switzerland. That haze which envelops everything at that blissful time when childhood is just coming to an end and its huge merry circle narrows to a path which one treads gaily yet with dread into life's corridor" . . . Kitty smiled ... Of course, these similarities between Anna and Emma only make us more aware of how very dissimilar they are. Emma is hopelessly shallow and selfish, as is shown by her relationship to her daughter Berthe. Anna before her affair with Vronsky is intelligent, direct, unpretentious and a devoted mother. Emma's downfall, like Tatyana's in Eugene Onegin, is caused not by reading romantic novels, as her motherin-law suggests, but rather by misreading them, identifying with their heroines in a particularly sensual and indiscriminate way. Anna, by contrast (here is Steiner's parallel again), is unable to read her English novel on her train ride home after dancing with Vronsky. "She was too eager to live herself. If she read how the heroine of the novel nursed a sick man, she wanted to be moving about a sickroom with noiseless tread herself" (p. 115). When she does identify, it is to make an unconscious moral judgment:
The hero of the novel had nearly attained his Englishman's idea of happiness ... and Anna was wishing she could go to the estate with him, when she suddenly felt that he must be feeling ashamed and that she was ashamed for the same reason. (p. 115) It is only the trivial Betsy Tverskaya and her circle who read the way Emma does and project role-playing onto Anna. Betsy reports that Liza Merkalov "raves" about Anna, who is "like a real heroine out of a novel" (p. 319).
And this suggests Tolstoy's idea: Emma is conceived by Flaubert as an imitation, the product of idees reques, of undigested cliches drawn from a hodgepodge of literature (much as Razumikhin accuses Raskolnikov of being a "translation"). After Emma first enters into adultery, "she remembered the heroines of books she had read, and that lyrical legion of adulteresses began to sing in her memory with sisterly voices that enchanted her" (p. 175).
But Tolstoy wants to consider the dilemmas faced by the adulteress at the deepest level possible, and to do that he creates an appealing, intelligent heroine, one who rejects the accepted practice of deceiving her husband. As is well known, in his early drafts of Anna Karenina Tolstoy described his adulteress as unattractive, both physically and morally. As the novel evolved, he seems to have identified with her need for passionate love (to which his story The Devil testifies so vividly that it was only published after his death, in 1911), and her stature grew as his sympathy increased.24
It is possible to understand Anna as an ideal version of Emma. Emma admires and imitates luxury; Anna already has it. Emma wants a passionate, aristocratic, dashing lover but finds only imitations of one; Anna gets Emma's wish in Vronsky.25
Emma wants to be the heroine of a novel; Anna is seen as one by her peers. Emma fantasizes eloping to Italy with the pseudo-aristocrat Rodolphe (who clenches his teeth in predatory passion); Anna and the truly aristocratic Vronsky (of the "even," "regular" teeth) do in fact elope to Italy. In this way, Tolstoy isolates and distills the moral and psychological aspects of adultery for a young married woman, purifying it of the concern with social status and material luxury that obsess Emma and positing an intelligent, self-aware heroine. The unfulfilled young woman with small child and uninspiring husband who takes a passionate lover and commits suicide is the obvious point of departure. But something more complex and specific suggests that Tolstoy had Madame Bovary in mind while writing Anna Karenina, something that indicates a subtle reading and reinterpretation of Flaubert's novel. The romantic song is in grotesque contrast to the revolting beggar, like the muzhik and the French-speaking world. The heroines' quests for romantic love are far removed from the reality of the world around them. The heart of both novels is contained in this emblem of adulteress, conveyance and grotesque peasant; components of the image map the novels' denouements.
EMBLEMS
Anna, prompted by the death of the peasant under the train, realizes right away that it is an omen. Emma too begins to sense something uncanny when the hideous beggar appears:
Sometimes he would appear suddenly behind Emma, with his head uncovered. She would spring back with a cry...
Often he would thrust his hat in at the window as the coach was moving off, clinging to the footboard with his other arm and getting splashed by the wheels. His voice, at first a feeble whine, rose shrilly, rending the darkness like a plaintive utterance of some obscure distress. Heard through the jingle of horse bells, the murmur of the trees and the rumbling of the empty carriage, it had a suggestion of remoteness that upset Emma. It penetrated the very depths of her being like a whirlwind in an abyss. It swept her away into the vast spaces of a limitless melancholy. However, Hivert ... lashed out at the blind man with his whip. It cut across his sores, and he dropped in the mud with a howl of pain.28
The jingling horse bells are part of a motif that culminates in the tolling of the church bells at Emma's death, just as the motifs of clanking metal accompany Anna's trajectory toward death. The muzhik reappears at Anna's death, and it is ambiguous whether she sees him in reality, or in her imagination: She tried to get up, to throw herself back; but something huge and relentless struck her on the head and dragged her back. "God forgive me everything!" she murmured, feeling the impossibility of struggling. A little peasant muttering something was working at the rails. And the candle by which she had been reading the book filled with trouble and deceit, sorrow and evil, flared up with a brighter light, illuminating for her everything that before had been enshrouded in darkness, flickered, grew dim, and went out for ever. 
Flaubert lampoons Rousseau, displaying the degradation of Rousseau's ideals that takes place in bourgeois life. Charles's first wife, the scrawny widow Dubuc, is named Heloise, but is the antithesis of either a romantic lover or a wifely ideal, neither une ancienne nor une nouvelle Heloise. Homais invokes a confused version of Rousseau's ideas about education from Emile when he encourages Charles to
agree to Emma's piano lessons so that she can teach her daughter: "It's my opinion that children ought to be taught by their mothers . It's an idea of Rousseau's, still a  bit new, perhaps, but one that's bound to prevail in the end, like mother's milk and  vaccination" (p. 272) The water flowing along beside the grass makes a streak of white between the meadow and the plowland, and the whole effect is that of a large mantle spread out before you, its green velvet collar trimmed with a silver braid.
(p. 82)
The green velvet that had betokened luxury and romance for Emma and that Charles therefore uses for Emma's shroud occurs in its only pure role in Flaubert's narration; here the green velvet carries no pretensions, but rather functions as a metaphor that creates a synthesis between man and nature in artistic prose. Man plants the meadow but God makes it grow; the novelist, "like God in the universe,"37 makes the metaphor and divine inspiration assists it to unify the novel's levels of meaning. -his bag, a gun-case, and a satchel for cigars-were also brought" (p. 176) .
While Flaubert leaves the glories of nature and his own description of it beyond the ken of his characters, Tolstoy uses Levin as scaffolding to integrate the ideals contained in Julie and Emile into the life of the Russian landowner. Flaubert's location of meaning in his own artistic synthesis is, of course, antithetical to Tolstoy's views. But Flaubert's green velvet fields are the point of origin in
Cigars are made into a motif in Madame Bovary connoting worldliness, luxury and sensuality: the priest has tobacco stains on his chest; Rodolphe smokes a cigar after he first seduces Emma in the woods; Emma gives Rodolphe a cigar case "just like the viscount's" (p. 202); Leon lights a cigar waiting for Emma at the cathedral before their carriage ride. Marking her moral decline, Emma goes out on the street in Rouen with a cigarette in her mouth. The motif originates in the aforementioned viscount's cigar case found on the road after the ball.38
In Anna Karenina tobacco plays a similar role. Anna has acquired a tortoiseshell cigar case by the time she meets Levin; it contains the cigarettes she now smokes, tracing her decline as cigarettes do Emma's. The tobacco motif connects her sensuality to her brother, who frequently smokes cigars. He calls them "the crown and hall-mark of pleasure" (p. 178). He lights one after dinner at Levin's when he opines that "a pretty maid is better than an old nurse" (p. 177). It is part of his moral blindness: Oblonsky "enjoyed his newspaper, as he did his after-dinner cigar, for the slight haze it produced in his brain" (p. 19). This haze reminds us of his sister, who, as we have seen, associates blue haze with young love. So it is emblematic that Oblonsky should arrive at Levin's with an entire separate satchel for cigars, which, against the background of the twice-mentioned green velvet fields, is perceived by the reader as their antithesis. In this way, the luxury that Flaubert has Emma associate with the Viscount's green-trimmed cigar case is transferred in Anna Karenina to the true source of well-being, the well-tended fruit of Levin's honest toil.
Tolstoy, like Flaubert, uses the motif cluster of haze, green, velvet and cigars. But while in Madame Bovary all these motifs are associated with Emma's descent into debauchery, Tolstoy redistributes them: The first three are allotted an additional meaning in association with Levin's estate, while Oblonsky obtrudes upon them with his own tobacco haze.39 Interestingly, the drafts for this scene do not combine the "green" with the "velvet," nor do they contain Oblonsky's satchel for cigars.40 Instead of the latter, Tolstoy has only: "[Oblonsky's] elegant things-straps, suitcase, bag, gun-were carried in."41 Later Tolstoy gave Oblonsky a cigar case ("sigarochnitsa") which only became a satchel ("sumka dlia sigar") when he prepared the first edition of the novel for publication as a separate book.42 Anna's tortoise-shell cigar case is also absent from the published drafts of the scene.43 The late addition of this system of details suggests both the importance of the motif for Tolstoy and his awareness of Flaubert's famous cigar case.
One last motif focuses the essential difference between Flaubert's and Tolstoy's novels: manure. Dmitri Merezhkovsky connects Tolstoy's love of manure to Rousseau in Tolstoy as Man and Artist: "The idyllic perfume of manure moved almost to tears . . . Jean Jacques Rousseau. Leo, too, loves its savour."44 Levin's romantic joy at the mystery of spring in the scene is coupled with his concern that the manuring be done properly, and the word "manure" is repeated three times in two pages. It is perfectly in keeping with the elevation of Levin's soul and our fresh amazement at nature's miraculous self-renewal. Tolstoy emphasizes the same juxtaposition that had gotten Flaubert does not make this distinction; the villain of his novel is his bete noir, the idee reque, the cliche, the unexamined view, and all the damage it can do. Madame Bovary ends not when Emma dies, but after the chemist of Yonville, Monsieur Homais, has received the Legion d'honneur.
Homais is the chief agent of events in the novel. He talks Charles into performing the operation on the club-foot Hippolyte because he has read about a new method in the newspapers. Homais talks Charles into taking Emma to the theater in Rouen. It is among Homais's chemist supplies that Emma finds the arsenic to kill herself. Finally, it is Homais who tells the blind beggar to come to Yonville so that Homais can apply ointment to his eyes, which culminates in Homais having him imprisoned. Homais and the pseudo-science he preaches are a parody of Him who would make the lame walk and the blind see.
In Anna Karenina the person who acts as go-between as well as purveyor of the accepted view is Oblonsky. He corresponds in many ways to Homais, and even has the same number of children (six). Tolstoy endows Oblonsky with many lovable characteristics so that the reader tends to accept him as uncritically as Oblonsky's friends Madame Bovary closes with Homais's reward for his destructive meddling. In the final part 8 of Anna Karenina we learn that Oblonsky has won the post at eight thousand rubles a year that he has been discreetly lobbying for.51 He is to be secretary of the committee of the consolidated agency of credit balance of the southern railways, which he describes to Karenin in Homais-like journalese as "a new institution of undoubted utility" (p. 754). Given the role of railways in the novel and Levin's view that their premature proliferation is detrimental to agriculture, Oblonsky's post and the entire agency suggests that its utility is precisely dubious, and that Oblonsky's phrase is a ready-made piece of high-flown obfuscation. He is rewarded with the post for his readiness to employ the ready-made phrase, idea, way of life unquestioningly, although the railroads that will supply him extra income have been the means of his sister's destruction.
Homais is, of course, master of the cliche, which he assembles with demonic rapidity for the articles he writes for the local newspaper, the Rouen Beacon. "'C'est la la question,' as the paper was saying the other day," he prattles, having forgotten the irrelevant (to him) source of his tag line (p. 221). Oblonsky quotes Levin the same verses about a young man in love that he later repeats to Vronsky as both are on their way to see Kitty.52 In both cases, there is ironic meaning for the reader, but while Homais cannot know that Hamlet's suicide soliloquy pertains to Emma, Oblonsky knows that Levin and Vronsky are apparently both in love with the same woman. If Emma's history illustrates the tragic results of acting out her projective reading of romances, Homais displays the destruction caused by misapplied materialism, embodied in his apothecary's faith in science. Emma is a second-hand version of Chateaubriand's Rene; she devalues his romantic quest for an ideal by embodying it in tawdry reality. Homais, on the other hand, presents the degradation of Rousseau's progressive views and of Enlightenment ideas. Emma is guided by sensuality; Homais is unrestrained by any moral principle. Oblonsky combines these features. As Anna is the best possible adulteress, he is the best possible sensualist, enjoying oysters, women, hunting, and his friends with appealing good health, energy and bonhomie. But he is nonetheless the Enemy; he represents the destructive force of Tolstoy's novel, for it is this life force and sensual appetite that lead Anna to go against her moral principles and precipitate her suicide. Tolstoy's polemic with European literature, focused on the "woman question" and the novel of adultery, is, as Eikenbaum wrote, "a dialectic unity, the result of a complex mental process."53 That complexity seems to have included an attempt to apply values absorbed from Rousseau to the problem of adultery, and these values appear to have been more specifically elaborated in dialogue with Flaubert than has been supposed.
The parallels between Madame Bovary and Anna Karenina show both authors to be concerned with the decline of cherished values; emblematized by the adulteress 51I am indebted to Rachel Trousdale for pointing out this parallel. 2Pushkin's translation of Anacreon's fifty-fifth ode. 53Eikhenbaum, Lev Tolstoi, 152. in the conveyance accompanied by the grotesque peasant with his inappropriate language, a people is shown to betray its own best nature and traditions through shallow understanding of them. Instead of Flaubert's trivial heroine, Tolstoy posits the best possible case, but Anna is no less than Emma doomed by the inherent contradictions both of her society and of adultery itself.54
Tolstoy, then, may be said to be restoring Rousseau's views by giving them a dignity, freeing them from the parody with which Flaubert degrades them. Levin is a true Emile, learning from his own experience the cost of luxury, the superiority of things made by oneself, the freedom to enjoy black bread and not to be a slave to public opinion.55 Instead of allowing Oblonsky's Homais-like success to dominate part 8, Tolstoy rewards Levin with a son and a revelation about the nature of human existence. This is Tolstoy's antidote to adultery, an evolving answer to the question of how to live a meaningful life.
Answering Flaubert with Rousseau, Tolstoy is able to reinfuse idealism into the realist novel which he felt had become distressingly naturalistic (remember his remarks about Balzac). While the romantics insisted on the unattainability of a Platonic Ideal in the real world, Tolstoy shows a more Aristotelian possibility: the continuous approach toward the ideal in the real; the holy ideal of the beloved can be transformed, painfully and gradually, into the actual wife, and the novel of adultery into a profession de foi. 54 As Stenbock-Fermor puts it, Anna is "entrapped by mistaken culture with its machinery, dances, provocative dresses, and all the artificial comforts and social conventions" (Architecture of Anna Karenina, 70). 55 Jean-Jacques Rousseau, Emile (New York, 1974), 153-54, 163. 
